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INTRODUCTORY. 



The object of this collection of examples is to supplement the 
excellent Primer of Counterpoint,* for as it is principally from 
models the art is learned they can hardly be too numerous or 
too varied. Many of them, however, though intended for the 
student's imitation, are faulty, and in his interest call for the 
critical remarks offered. But if these defects be carefully 
observed such examples would be among the most useful to 
him. The recurrence of a blemish previously pointed out is 
often purposely left to the student's own discovery. 

There can be but little doubt that the rules of counterpoint 
themselves are the result of a critical examination of early poly- 
phonic specimens. Sir John Stainer, in reference to this point, 
says : " Herbarth, who is quoted with commendation by 
Hanslick, expresses his astonishment that musicians should still 
cling to the belief that ' feelings ' can be the ' proximate cause 
of the rules of simple and double counterpoint. For these alone 
form the groundwork of music' Of course," continues Sir John 
Stainer, " the feelings of men first decided what was pleasur- 
able in polyphony, and from the specimens of pleasurable poly- 
phony were afterwards drawn the rules of counterpoint ; there- 
fore it is perfectly true that ' feelings are the proximate cause 
of the laws of counterpoint,' however shocking this may sound 
to some theorists. One would have thought it impossible that 
any reasonable being could look upon a grammar as being the 
cause of a language, instead of viewing it in its true light as 
a result of a language "■^ 

Much to the same point Dr. Pole says : " Since it is necessary 
that learners should have some safe guide to enable them to 
speak and write in accordance with the received forms, the plan 
is adopted of framing rules of grammar and syntax, which, 
however, pretend to be no authority in themselves, being merely 
a commentary on the examples found in the writings taken for 

* " Counterpoint," by Dr. Bridge. 

t " Music in its relation to the intellect and the emotions.'' 
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models. Let then, by all means, similar rules for musical 
composition be established and enforced ; but, at the same time, 
let it be properly understood what they mean. Do not tell the 
student that such and such combinations, such and such 
progressions are dictated by an unquestionable origin in natural 
necessity or natural laws, and that to violate them is a crime 
against philosophy and science. Tell him, instead, that they 
have been agreed to by the common consent of the best 
composers, and that for him to ignore or refuse to follow them is 
an offence of the same nature as it would be wilfully to write 
incorrect English, or to do any other act at variance with the 
ordinary practice of mankind."* 

As free counterpoint is governed— technically speaking—by 
the rules of harmony and part-writing, no examples are given ; 
because the student is supposed to have already studied 
harmony, or is studying it concurrently with strict counterpoint, 
and also because the best examples are to be found in the vocal 
works of eminent composers with the words of the original 
setting. The student having been trained to make the best use 
of limited means is the more likely to employ ample resources 
with moderation. Yet, having mastered the rules, he should 
beware of beconiing their slave. Valuable, and practically 
inexhaustible, would be found the exercise of omitting any one 
or more parts— even the canto fermo^n any model, and 
supplying in their places new parts, taking care to cover over 
with a book or rule the parts to be omitted. 

The compiler is much indebted to Dr. Bonavia Hunt and to 
Dr. C. W. Pearce for the several examples bearing respectively 
their names ; and especially to Mr. James Higgs, B.Mus., 
Oxon., for much valuable time spent in examining the MS., 
and also for important suggestions which have been gladly 
adopted. For the very many other original examples the 
author's apology is that the necessary variety was not available 
from any other source. But having freely criticized others, he, 
in his turn, does not expect to get off scot free. 

Greenceoft Gardens, 

Hampstead, N.W. 

* " Philosophy of Music." 
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CHAPTER I. 

EXAMPLES OF TWO-PART COUNTERPOINT IN THE FIRST SPECIES. 



1 . (Transposed from the Soprano clef.) 



J. J. Fux (1660 — 1741). 
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I . This specimen, from the celebrated " Gradus adparnassum " 
of John Joseph Fux, is in an old Church mode — Dorian * — but 
has the seventh raised in the penultimate for the cadence.. The 
tritone {a, b) resulting from a conjunction of the chords on the 
fourth and fifth of the scale, and vice versd, seems formerly ta 
have been allowed ; but not that formed by consecutive chords 
on the third and fourth degrees of the scale. The tritone is 
not allowed now in two parts in either case. 
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2. The stagnant bass, bars 1-2, is weak. The principal defect 
in this example is the tonal confusion brought about by the minor 
seventh of scale rising to the tonic (a) (6), immediately followed 
by the cadence, in which, of course, the major seventh rises to> 
the tonic. 



* Helmore's " Plain Song," p. 94. 
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3. The same C.F. with a counterpoint in the modern minor 
scale. 
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4. This and the following four examples have the arbitrary 
(melodic) minor scale for the C.F. The harmonic form with 
the augmented second is not permitted. 
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5. The implied harmony at a is a first inversion — e.g., a sixth 
not a fifth. The complete chord should be kept in mind.* 
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• Dr. Bridge's " Counterpoint," p. 5. 
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g. This and the following three specimens exemplify the 
usual way of treating subjects in the old modes. From a 
modern point of view we should say that Ex. 12 begins in D 
minor, modulates (a) to the relative major (F), and returns (6) 
to D minor. 
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13. The C.F. in this and the following seven specimens are 
in the modem major scale — a survival of the ancient Ionic. 
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15. At a G is taken in the counterpoint in preference to C, 
the reason being that the former gives an impression of a second 
inversion of the tonic chord, *and is cadential, whereas the 
latter weakens the final by anticipation. However, it should 
be stated that some theorists consider such an impression 
undesirable. 
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FIRST SPECIES IN TWO PARTS. 



17. The first twelve bars oi the canto fermo being in sequence 
— four-bar pattern — the counterpoint is also in sequence. This 
is always desirable if not extended beyond two repetitions of 
the pattern as in this case. 
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Albrechtsberger (1736 — 


[809). 


















































































































4U 1 . j-^ . . 1 




" (V) " -^ -- ^ 

1 1 , . r 1-0 1 ^1 1 M .1 ■■ 


rr^ 


Q 1 




€J . 


-^>— 








e» 


r?3 








i"l 1 


fb — 










r? 


Q 














- — H 



C.F. 



ig. The key is hardly, if at all, fixed before we come to a 
modulation (a). It would have been better had the modula- 
tion, if any, been deferred till the ninth bar. From b there is a 
sequence of four thirds. The author says " more than three 
thirds may foUow in succession when one or more are produced 
by crossing the parts." But still they would be thirds. If one 
or more of them were compound thirds — i.e., tenths — there 
would be no objection. 
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Alerechtsberger. 
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20. The octave (a) is not much employed in two parts (first 
species) because it can hardly be said to produce harmony. But 
when it is a part of the same chord as the preceding bar its effect 
is not bad. The leap of a diminished fourth {h, c) — formerly 
rejected — is now freely allowed. 
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21. This example is in the modern minor scale — the ancient 
jEolian, the seventh being raised— consequently the harmonies 
are those of the harmonic minor key. The bars a, b are 
consecutive major thirds by semitones, the student will see at a 
glance that no tritone is involved in this progression. Bars 
5, 6 sound rather harsh. 
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22. The learner will observe the arbitrary minor seventh of 
scale in the third bar, the C.F. being the same as Ex. 21. 
In a descending sequence of sixths — here only implied — when 
preceded or followed by the sixth, the minor seventh is 
inevitable, as an augmented interval is not allowed. At a the 
octave — care being taken that it is not the tonic — is taken in the 
best possible way — viz., by degree. The counterpoint (a, 6) 
gives an augmented fourth — tritone — in two steps. There 
should be, according to the rule, at least two notes between a 
discord, excepting the diminished fourth and the diminished 
fifth. The old masters did not observe this rule in the first 
species where the notes are slow. 
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Cherubini (1760 — 1842). 
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23. At a and b the counterpoint is the same note as the 
preceding bar. This repetition is poor. If the bars c, e were 
reversed, the counterpoint would be better, because the bars 
d and b taken together make an inversion of a dominant 
seventh on D.* C would then have descended to B with good 
effect. It is assumed that the student has studied harmony as 
far as the suspensions of the fourth, seventh, and ninth. 

• See Stainer's " Harmony Primer," p. 59, bar 5. 
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25. A stationary bass (a, h) is feeble ; but this is very 
■common with the older masters. 
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26. On comparing the key signature with the final — always 
the tonic — it is seen that this C.F. begins on the dominant, 
which accounts for the counterpoint beginning on the fifth below. 
This would be wrong if the C.F. began with the keynote. 
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27. The C.F. having the leading note in the penultimate, 
the counterpoint has, of course, the supertonic. In more than 
two parts the leading note in the bass would not be good in the 
final cadence, but it cannot always be avoided. 
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28. This and the following eleven examples are constructed 
on the same C.F. This kind of practice is very valuable. It 
is also very strongly recommended to transpose the canti fermi 
into keys with several sharps or flats, so as to readily recognise 
the augmented fourth and the leading note in any key. 
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40^ ^ F^Tis (1784— 187 1). 
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40. The leap to the octave (6) is good ; at a and c not good. 
(Exs. 20-22.) 
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41. Proceeding by degree from a third to a fifth is crude ;* but 
is less so on the sixth to the fifth degree of the scale (a, b). 



CHAPTER II. 



EXAMPLES OF TWO-PART COUNTERPOINT IN THE SECOND SPECIES. 
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*Dr. Bridge's " Counterpoint," paragraph 25. 
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45. The leap to an octave in the final is quite correct, and is 
less ungraceful in this than in the first species (Notes 20-22). 
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48, The bars a, b, c, d have each the same two notes in the 
counterpoint. ' The author himself says that " variety and good 
melody must continually be kept in view." (English Ed., 1791.) 
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49. In the bars a, b, c the counterpoint each time moves to 
the same note, A. This is very poor. The bars d, e are con- 
secutive second inversions, a fault in harmony not annulled by 
breaking up the chords. An implied six-four chord (e) is wrongly 
quitted. There is only one note, instead of at least two, between 
the major seventh, G, F sharp (/). 
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50. The consecutive fifths on the unaccented parts of the 
bars a, b are not bad because one of them (a) is a passing note. 
The fault (c, d) was pointed out in 49. 
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51. A larger leap than a fifth (a, b) is more graceful within 
the bar. The eflfect is not bad here as the harmony is the same. 
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52. This and the following four examples are made on ancient 
canti fermi. An implied second inversion is seen in bar 2, but 
it is well followed. 
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57. There is no essential difFefence between the first species- 
of counterpoint and harmony. The accented notes (a, b) are 
respectively a fifth and an octave, which would be Very poor in 
the first species. However, in the second species we begin to 
feel the independence of the two voices, and flie intervention of 
the passing note with the contrary motion renders those bars 
good and effective. Cherubini has shown (c) how a passing note 
may be effectively employed on the accent ; but a good deal 
of experience is needfid before a student can successfiUly follow 
this precedent. 
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58. The bar a is intended to imply two chords, but the 
unaccented note G is felt as a passing note, and the leap from 
it to be bad. The bars (b, c) are crude. Place the three notes 

' EA 

in each bar respectively in their order of acuteness, thus — G F 

^ CD 

and we shall find the cause to be the progression from one triad 

to another by degree and by similar motion. 
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S8a. Sometimes a passing note leaps a third, but returns to 
the note that was skipped. When the notes are not longer than 
a crotchet, the effect is good (see Ex. 78A, 8-12). 
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59. The leap of a major sixth (a) is not uncommon in 
Albrechtsberger examples, but Cherubini excludes this interval, 
and Palestrina avoids a leap of both the minor and major sixth. 
It is now allowed when both notes belong to the same chord. 
This example presents a conflict between the C.F. and the 
counterpoint ; for while the former is bent on establishing the 
tonality of E minor, the latter is struggling hard for the 
supremacy of G, submitting to the former at the cadence. 
This is in no way necessitated by the C.F. 
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60. There was no need to raise the sixth and seventh degrees 
as is done in bar 11; as a minor subdominant harmony 
followed by that of the tonic would have given more tonal 
decision. (Compare bar 8, Ex. 65.) 
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61. The unison (a, 6, c) is rather poor in this species, and 
tends to make the counterpoint less distinct. If at a F had 
been taken as a passing note it would have been poignant, being 
only a semitone from the C.F. The penultimate bar implies 
a triad on the supertonic and is not therefore considered a 
correct cadence by some teachers. 
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62. At a a. ninth is taken in two steps, instead of at least 
three. The cadence is more satisfactory here than in Ex. 61, 
because the A (6) — being taken and quitted by degree, and by 
contrary motion — is readily received by the ear as a passing 
note on the accent — i.e., a dominant ninth rising to the third 
of the next chord for its resolution. 
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63. The second minim («) is in effect a passing note, and the 
leap which follows is not satisfactory. In Ex. 63a the leap 
from the second minim has quite a satisfactory effect, because 
the first minim is felt to be a passing note. 
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65. This and the five following examples are founded on the 
harmonic minor scale. 
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67. The octaves on the unaccented parts of the bar are 
justified by the harmonic progression being in contrary 

GIF 

motion — e d|. Although a concord the E at c is in effect a 

£ 1 F 

passing note. This is worth some thought (see note 62). 
Ancient canti fermi have occasionally the penultimate as well 
as the final lengthened as at d. 
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68. Albrechtsberger's correction was certainly needed, for 
Beethoven, by crossing the parts, had so far allowed his eye to 
deceive his ear as to write two common chords by degree. 
The student should analyse bars 7-8. See Ex. 49. The 
student is reminded that although a fault may be corrected the 
example may be upon the whole unsatisfactory. 
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CHAPTER III. 

EXAMPLES OF THE THIRD SPECIES OF THREE NOTES TO ONE.* 



71. 



Albeeohtseeroer. 



^^ 



^^^^ 



^ 



(«) 



:^ 



-<s>-=- 



^ 



C. F. 



i^55^ 



^ 



q=P= 



zz: 



(6) 



^ 



--it --^- 



(rf) 



gl^j | - ^ 



* Three notes to one are often classed as the second species. 
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71. The compass and pitch of both the C.F. and counter- 
point show that the proper clefs are the tenor and alto 
respectively. At a the passing note and the note to which 
it passes are sounded together. This should rarely happen. 
In this case it is difficult to see why this passing note was 
not resolved upon F, which is so convenient and flowing. The 

harmonic progression at 6, c is by similar motion- 

— and the octaves are objectionable, 
■quite satisfactory (Exs. 61, 62). 



The cadence is not 
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72. The tritone (a, 6), though both parts move by step, is 
not wrong ; because the B is a passing note. The harmonic 



progression is — g 
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74, The second of the two passing notes (a) does not 
continue the same direction till a concord is arrived at, but, 
contrary to the rule, returns. This is an exceptional case 
justified by its being an elemental note of the chord, and, by its 
return, being the natural resolution. Besides, it is impossible 
for this note to continue the same direction. It is, however, 
safer for the inexperienced student to avoid this exception 
(see alternative note). It may, not unreasonably, be contended 
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that as F (a) is not a part of an allowable chord in strict 
counterpoint, it cannot, therefore, be an elemental note. 
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EXAMPLES OF TWO-PART COUNTERPOINT IN THE THIRD SPECIES. 
FOUR NOTES TO ONE. 
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76. The octaves (a, 6, c, d) are bad, as the harmonic pro- 
gression is by similar motion (Ex. 71). The student will observe 
the uncertainty of key till the cadence, and that this vagueness 
does not exist in the subject itself. 



30 



SIMPLE COUNTERPOINT. 



77._ 



C.F. 



Fux. 



6 



ZZI 



zaz 



P * ^ 



^ 



Sit: 



f« — • m- 



^ 



S 



w 



-m^f^ 



rfff i fr f,i^rr ^ 



i 



W 



78. 



Cherueini 



i 



^^ 



^ 



^^ 



^ * 



^ 



221 



C. i!". 



i 



-S— P- 



r^liJU ^^T=f^ 



^ 






(0 



i 



^ 



F^^^N=^ 



32= 



M • 



m 



i 



78. The rule which forbids the half close in the course of the 
counterpoint, or, in other words, reserved for the conclusian, is 
not intended to apply to a modulation (a). There is a wrong 
use of the changing notes at c, as a return ia not made to a 
note of the same chord. 
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78A. Formerly, the way in which the " changiilg notes " are 
employed in Ex. 78 (c) was not considered wrong, as the 
following quotations from the English edition of the " Gradus" 
will show:^Fux says, "There is still another kind of transition, 
which is when we proceed from a discord to a concord [the 
italics are ours] by a skip and is called in Italian Nota 
Cambiata (see Ex. i). This skip of a third from the second to 
the third note should properly have been made from the first 
to the second note, in which case the second note would have 
been a sixth or a concord (see Ex. 2). If one was to fill up this 
space of the third it would appear as follows (see Ex. 3). But 
as quavers are not to be used in this style of composition, the 
former example is thought to be preferable. It still remains to 
be observed that if the canto fefmo is in the lower part the 
last bar but one must be regulated as in Ex. 4, but if in the 
upper part according to the Ex. 5." The student need not 
now dwell on these rules and examples from Fux, nor the 
examples from Cherubini, as Examples 6 and 7 are now regarded 
as incorrect, and Examples 8 to 13 belong to the second species 
(see Ex. 58a). The Examples 14 to 17 are no longer tolerated. 
Examples 18 to 20 illustrate the only way in which changing 
notes are now permitted in strict counterpoint. The student 
will see that the changing notes are both discords, that the latter 
returns to a note within the leap, and that the notes on either 
side of the changing notes belong to same chord. 
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79. An infraction of the rule that after a leap of an octave a 
return should be made by an interval not greater than a third 
is seen at a. 
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80. At a the passing discord and its resolution are heard 

D I E 

together. The harmonic progression at 6, c is : — b c Crossing 
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the parts hardly mitigates the bad effect of the fifths. 
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8i. This example is in the melodic form of the minor scale. 
The ancient C.F. is very vague and difficult to work at all 
satisfactorily. 
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83. To avoid a crabbe?d progression at a a modulation is 
absolutely necessary. 
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84. This specimen illustrates the usual way of treating the old 
omnti fermi. For convenience we will say it begins in a minor 
scale, at once modulates into the relative major, in which key it 
remains till the cadence. 
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85. The chords a, b are — ' 



S — there is no fault of fifths, as 
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the first fifth moves by contrary motion — ^ g If the chord a 

G 

were regarded as a first inversion, then there is no fault ; 
because the first fifth would be a passing note. 
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86. The leap a is somewhat awkward (Ex. 51). The passing 
note F (6) is taken irregularly; by substituting E it would be in 
order (Ex. 78a, 14-17). 
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87. c F Albrechtsberqer. 
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87. With the exception of the bar a, where the discord and 
its resolution are heard together, this is a good model. 
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88. The student is referred to Examples 76 and 85 for the 
explanation of the faults a, b. 
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89. The same defect as in the j^revious example will be seen 
at a, b. 
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90., The leading note is doubled at a. This is quite allowable 
between the extreme notes of an arpeggio (broken chord)i. 
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92. 



AlbRechtsberger. 
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92. The two faults in this example — viz., consecutive six-four 
chords (a, b) and consecutive fifths (c, d) — ^need no further 
explanation. 
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93. As the diminished triad is not allowed in strict counter- 
point the bar (a) must be regarded as a first inversion, and 
iigured | or 6. • 
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94. The first three bars of this model are in the key of F, 
brought about by the intrusion of Bl? in order to avoid the 
asperity of a tritone in the melody, the repugnance to which is 
shown even in vocal instruction books still in use; where, to 
avoid a tritone in melody — especially in passages founded on 
the scale — the seventh is frequently made minor. All teachers 
of singing are well aware of the natural tendency of pupils to 
make this modification unconsciously. It is more than likely 
that if F (6) had not been taken by leap — thus giving greater 
prominence to it — the B would have been left unaltered. (See 
alternative notes.) 
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95. The rule is braved at a, where a leap of an octaTC is 
followed by another leap in the same direction. This is 
awkward and unvocal. The line over A, B (B) shows that the 
former bears the harmony of the latter — i.e., A is a passing note 
and B an elemental note. This mode of figuring' is now almost 
obsolete. It is to be noted that a change of harmony is made 
on the. fourth beat in the bar, and that moreover a diminished 
fifth is actually figured. This is allowed in free, but not in 
strict counterpoint. 
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96, There is but one chord, in each bar in this examplei The 
student will see that'the octaves (a, b), both essential notes, are 
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separated by only one quaver, yet the progression beings in 
contrary, motion the effect is not bad. But,, as some examiners 
are strict on this point, it would be better to avoid octaves or 
fifths so near. 



CHAPTER IV. 

EXAMPLES OF TWO-PART COUNTERPOINT IN THE FOURTH SPECIES. 
97. Fox, 
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97. The cause of the harshness (a, 6) is easily shown by the 

B I c 
pcogression of the chords — g a The student may revert tO' 

remarks Ex. i. 
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99. In order to prevent ambiguity of key, modulation is 
resorted to. Before leaving each key it is fully confirmed by 
the dominant, followed by the tonic chords {a, b, c, d). This 
is admitting two chords at d. 
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100. A rest at the beginning of the counterpoint, although 
always in good taste, is not obligatory, and whenever expedient 
to do so we may dispense with it. The suspension is broken 
at a, because by suspending B!7 we should have had a tritone on 
its resolving to A. 
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Albrechtsberger. 
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loi. The suspension is broken (a) in deference to a rule 
which required the suspended diminished fifth, after rising to 
the sixth (which might also be suspended), to fall to its 
resolution by taking the latter down a third (6). This rule is 
no longer enforced. The resolution of the suspended diminished 
fifth upwards to the sixth now being deemed satisfactory in 
itself. 
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102. In their root positions, a common chord on the second 
of the scale is badly followed by one on the third degree (a). 
The implied second inversions, 6, c and d, e, are also badly 
followed.* The learner would do well to write out this example 
in the first species (see Ex. 102a). 

• Dr. Bridge's Primer, paragraph 23. 
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simple counterpoint. 
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103. 



Albrechtsbercek. 
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103. The rule which disallows the suspension of a fourth 
where a fifth could not be added (a and 6) is here disregarded. 
The composer, no doubt, was thinking only in two parts ; 
sometimes, however, a sixth is used instead of a fifth in three 
parts, and not always with bad effect — for example, a suspended 
fourth with the sixth on the second of the scale followed by | 
on the tonic. 
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104. The fifths, a, b, c, being elemental notes, are bad 
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105. The chief faults ia the preceding example are here 
avoided. The sequence of 5-6 is rather long. Generally 
speaking, two repetitions of a figure or pattern are enough. 
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106. Albrechtsberger, who seemed to appreciate the sensitive 
quality of the leading note more keenly than did Cherubini, 
would have taken this note up at a ; b, c, d, e, being the same 
faults as were pointed out in No. 104, need no further reference. 
The implied six-four (/) is well followed, because the implied 
bass, G (ff), remains, mentally, the bass of the followiAg 
chord {g). 
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108. 
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io8. If the first bar (a) is not a chord on the sixth of scale it 
must imply two chords. The learner must not construe this into 
a precedent. The return to C (6 and c) is tiresome and weak. 
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109. This example being in the harmonic form of the minor 
scale necessitated a break in the suspensions. Some ancient 
church melodies, to mark the conclusion, have the last two 
notes of longer duration — possibly the germ of our modern 
"Coda." 
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111. 
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.III. Neither the frequent leaps nor the progression (a, 6) — 

D E 

§ Q — can be commended. The diminished fifth (c) is used as 
B c 

a note of preparation, both parts taking and leaving it by 
degree and by contrary motion. In this way it sounds very 
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satisfactory. Some theorists refuse to accept this as a suitable 
preparation. This mode of treatment is admitted in free 
counterpoint. The exceptional cadence {d) is due to the 
difficulty of finding any other. 
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112. In appearance the harmonic progressions at 6, c are 
bad. Let the learner write the'chords out. At d the suspended 
seventh drops a third, returning to its resolution, after the 
manner of changing notes. This was a usual way of treating 
the cadence in this kind of counterpoint. 
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114. This example, as well as the precexiing, is founded on 
the harmonic minor scale. The frequent repetition of the key- 
note in both .counterpoints is somewhat irksome. 



CHAPTER V. 



EXAMPLES OF TWO-PART COUNTERPOINT IN THE FIFTH SPECIES. 
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115. The substitution of A for the crotchet, D, would not 
only correct the octaves 6, c, but improve the counterpoint 
and also complete the harmony. The fifths (d, e) the learner 
win readily discover for himself. 
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ii6. The chords in bars a, b are — a g — ^respectively — i.e., 

ED _ 

consecutive six-four chords (No. 49). The suspension softens 

the tritone in the bars b, c. But loolsing a little closer, we see 

that the implied bass of both bars is D, the progression being 

B I A 

G F, which is a different matter from the tritone, which implies 

d| D J r 

two triads on adjacent degrees of the scale, one of which is 
the subdominant. 
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117. The counterpoint from a to c is contracted. At b the 
resolution of the suspended discord is on the second and 
unaccented note of the bar. But it is better when the resolu- 
tion is on the third note or weak accent as is done at d. The 
octaves on the weak parts of the bars i, 2 are not good in the 
outer parts (Ex._J9a). 



118. 

C.F. 



Albrechtseerger. 



B- 



m-^ 



trT~rczrzLZg 



-P — »■ 



m 



m 



^^^^^^^^ 



-f—n --jt 



rF 



(«) 



(*) 



Si 



SE 



22Z 



^^ 



^ 



ML 



^t 



i 



^ 



118. The leap to a discord (a, h) is irregular; it should have 
been from the second to the third crotchet (Ex. 78a). The 
counterpoint is too active to be dignified. But the progressions 
are good and natural. 
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119. There is something bold, not to say "rugged," about 
this specimen. The omission of the third in. the bars (a, 6) 
produces a thinness. The octaves and fifths are strong in c, d, 
and a noticeable point also is the absence of the usu^al 
suspension at the cadence. 
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120. The counterpoint (a) is cramped, and the progression 
(6, c) unsatisfactory : because the ear expects a confirmation of 
the modulation, by resolving the new dominant (6) on its tonic. 
The suspended, discord {d) is curtailed, and the resolution 

This variety of resolution was 



anticipated and repeated 
formerly thought graceful. 



Albrechtsberqer. 
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121. By the irregular resolution of the suspension (a) upon a 
discordr the canto fermo itself becoimes the discordant note and 
has to be resolved by falling (6), If instead of A (c) a return to 
C had been made, there would have been only one chord in the 
bar and smoother coonterpoint. If not vague, the tonality in 
this example is unsettled. 
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122. The minim (a) being in the latter part of the bar, and 
preceded by notes of less value, should have been tied to the 
next note, as is done at d. As a passing note may not be 
suspended, the F (b) must imply a change of chord. The 
second of the fifths (b, c) being a passing note is perhaps just 
allowable ; but the inexperienced had better avoid any such 
progression of fifths so near as these are. 



56 



SIMPLE COUNTERPOINT. 



123. 

C.F. 



Fferis. 



m 



^ 



(a) 



^ f JU J- 



Z£X 



~rr- 



i 



^ 



=1=1=1 



(») 



St 



g 



t 



s^=c 



3z: 



a< — » 



123. For a the learner is referred to No. 108. More elegance 
might have been given to the counterpoint if the E (6) had been 
tied to a crotchet in the next bar and a repetition of the A 
avoided. 
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127, The octaves a, b are not bad, because the harmony is 
felt to change at the last two crotchets, as indicated in small 
notes. 
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128. As F sharp is a passing note there is no modulation at 
a. This note is then a chromatic note. The preparation (6) is 
mot generally allowed (Ex. in). The suspension may be given 
up and a minim, E, substituted for the first two crotchets. 
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129. The repetition or continuation of a note is not a fault in 
more than two parts (Ex. 23). Formerly it was thought more 
satisfactory or final to end with a major third {tierce de Picardie) 
(6). 
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131. 
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132. The progression (a, 6) is very harsh, and the student is 
advised not to employ a common chord on the third degree of the 
scale, unless both the preceding and, if possible, the succeeding 
chords also have at least one note in common with it. 
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134. The repetition (a, V) of the preceding two bars is bad. 
For c, see No. 142. 



135. 



FIRST SPECIES IN THREE PARTS. 6l 

Albrechtsberqer. 



-rsL 



i:ii 



-&- 



zz: 



23: 



#* 



I 



V O 



:rsL 



■&-~^ 



-G>--e- 



$ 



■e:^ 



o-^^-'^txzinpff 



^ 



«o -o- 



M. 



C. F. 



135. The canto fermo is suited to a tenor, not a bass voice, 
and should have been in the C clef on the fourth line. It 
should, however, be stated that the specimens from Albrechts- 
berger are taken from the first English edition. 
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138. The highest part is poor in compass — a fourth — and 
feeble. The latter defect is owing to the many repeated bars. 
It is, however, often necessary to repeat or continue a note for 
two or even three bars ; but it is better not to do so, especially 
in an outer part. Another bad point is the introduction of the 
G sharp, which makes a false relation (a, b). At the bar c the 
bass overlaps the tenor. This is not approved by some modern 
teachers. 
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i3g. Besides uncertain tonality, already frequently alluded, 
to, there are two other faults against good taste, which are the 
limited range and the repetition in the last three of the 
preceding three bars in the upper part ; the stagnant basses are 
also objectionable. 
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140. The doubling of the F sharp at a is not bad, but if it 
had been doubled at, say, b, it would have been had. 
Because in the former case the key note is E, in the latter, for 
the moment, G, in which key the F sharp is leading note. 
The gap (c) between the bass and the middle part is too great. 
The bass would be better an octave higher for this reason ; also 
because with many voices such a low note is uncertain in 
intonation. The opening bars do not define the key. 
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141. In the diatonic style the leading note is free ; but some 
difficulty is felt by singers in attacking it by leap downwards, 
unless there is a note common in both chords. It is evident that 
the object in crossing the parts (a) was to give them more move- 
ment and variety. As it is more an eesthetical than a gram- 
matical question it should be attempted only by the experienced- 
In a rriodulation a cadence is allowable (6, c). 
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142. The parts overlap at a, and at h, c there is similar 
motion to a perfect concord between the outer parts. But as 
the Jaass is essentially the same, it is a question whether this is 
a fault within the meaning of the rule. The bass in the seventh 
to the tenth bars is awkward. The third is omitted in the final. 
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143. The crudeness (a, 6), caused by the progression from 
a third to fifth when their respective roots are adjacent, the 
monotony (c, d, e), and the cadence (/, g) constitute the chief 
objections to this model. The tritone in two steps is often 
found in models, especially in this species. 
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145. Fetis. 
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145. The progression to a perfect fifth (a, 6) between the alto 
and soprano, the latter moving by leap, is extremely harsh. 
The outer parts are also harsh. If the inner part had progressed 
by a semitone there would not have been any objection 
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146. The wide separation of the middle and upper parts 
(a, 6) and the cadence (c, d) — easily avoided — are points not 
commended to the young musician for imitation. 
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147. This example is in the harmonic form of the minor 
scale. The dominant harmony (a, b) is followed by that of the 
subdominant,: which is rather unusual (Ex. 144, a, b). The 
complete chord (c) was very accessible ; but in a sequence two 
repetitions of the pattern are enough : moreover, if the sequence 
had continued for another bar we should have anticipated the 
final (E). The doubling of the fifth of root (c) is preferable. 
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EXAMPLES OF THE SECOND SPECIES OF COUNTERPOINT IN 
THREE PARTS. 
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148. The outer parts move by similar motion to a perfecti 
concord (a, 6). In the key of C, which this is for the riKDment,, 
this progression, to which some teachers object, is not bad. 



149. 



Fux.. 



^ 



^m 



^ 






IZ3Z 



~iO- 



IZ2I 



~P~ 



SECOND SFBCIE3 m THREE FARTS. 



67 



i 



o I r - t 



TSZ. 



3a 



S 



**-=» 



)i 



=PF 



150. 



Fux. 



221 



I 



ICC 



i 



IZ2Z 



C. if. 



(«) 



(6) 



^= 



^ 



^ 



i 



:|»=tt= 



^ 



**f 



H 



w 



^ 



{<*) 



r> I r - > | s~ r'1Ht 



^ 



3:i- 



-<s>- 



150. The fifths on the accented parts of the bars a^ ^ are 
littfe- ameliorated by the intervention of the E, and the suc^ 
cessive leaps of octaves (c, d) are clumsy. The old masters 
admitted the diminished fifth in the cadence. Modern mu^cians 
do not consider it satisfactory and therefore reject it. 
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Beethoven (corrected by Haydn).* 
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151. The crudeness (a) is airifended by Haydn ; and the 
correction (b) suppUes the third which Beethoven had omitted, 
but at a great sacrifice, as the third is omitted in the final, 
where it is even more indispensable ; besides, there are fifths by 
contrary motion between the bass and alto. It will be seen 
that the third in both cases was quite accessible. 
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* Beethoven's " Studien." — Gustav Nottebohm, 
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152. The severity of the progression (a, 6) has been referred 
to in No. 143. At c the D is felt to be a concordant passing 
note (No. 67). Out of thirteen bars the treble has no less than 
seven Cs. 
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153. The common chord on the third of scale (a) is not at all 
rrough here, its asperity being toned down by the preceding 
■chord having two notes (G and B) in common. A discord and 
its resolution (b) are sounded together. 
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J54. The device of crossing tbe- parts hardljr saves the bad 
Effect of the octaves (a, 6) nor the poverty of the' bars (c, <f, e), 
where, practically, we have in the upper part the notes C, A 
in three successive bars. The student will not fail to observe 
the relief afforded by just one > passing note (d). He will also 
■see how-easilya cadence4ike effect is- averted by taking A at/. 
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15-5. At a the A is cancelled and D substituted to avoid 
similar motion to a fifth. This rule is no longer enforced 
except between the outer parts. The counterpoint is better 
as Beethovenhad it. 
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156. "When two parts only are actually going, the rules fotr 
two-part counterpoint come again into operation. Consequently 
it is exceptional to begin with -a bare third. The reason was 
that it did not define the tonic so forcibly as theififth. When 
the Mass was <sung without accompaniment it was very impor- 
tant that the tonic should at once be felt. The fifths (a, b) and 
octaves (Jb,-c)a.re bad. The diminished fifth in the cadence is 
irregular. The substitution of G for F («f) -would be the 
correction. (See note, § 150.) 
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157. The crudeness (a, 6) is caused by the progression from a 
third to a perfect fifth. In a sequence of 6-3 chords the sixth 
should be in the highest part, unless alternately an inversion of 
a diminished triad (Ex. 159). The fifths on the accent (c, d, 
e) axe very objectionable. 
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158. The canto fermo is placed about a third too high, and 
the second treble much too far away from it. The octaves and 
.^fifths on the unaccented parts of the bar are bad {a^ b). Such 
faults as these the student may easily avoid. Another error — 
probably a "'slip" in omitting to take the minim rest into 
account — is, beginning vfith an inverted chord (Ex. 156). But 
this; is not uncommon. 
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i6o. The chief faults here are the dormant notes in the treble, 
the consecutive unisons (a, 6), the leap of an octave followedOjy 
a larger leap than a third (a), the .sounding together of the 
discord and its resolution (^), and a tritone in two steps (e\ 
With regard to the cadence, the student is referred to the 
remarks on Exs. 6i and 63. As regards the blemish (d) the 
iBtudent will find in Exs. i6oa and 1606 two exceptions which 
he .would do well to remember. 
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i6i. Therfifths on the unaccented parts of bars a, b are not 
at all bad, as they are both passing notes : nor are they bad at 
c,4,ihe/0rmer beingia passing note. 
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162. This example is in the harmonic form of the minor scale. 
The leap (a) of an octave — not being inside the bar — is 
awkward. The entry of this part might have been made in the 
second bar, and thus have overcome the diflSculty. The minor 
seventh of the scale at 6 is a passing note. 
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163. After the leap (a) the^counterpoint should have returned 
to a note within the leap. This is observed at c, d ; but the 
fifths are very objectionable. 



164. 



F6TIS. 




C.F. 



za: 



SECOND SPECIES IN THREE PARTS. 
CL. 



77 



32Z 



^ 



Z2r 



Z2I 



t 



IZZ 



(fl) (6) 



^ 



® 



32: 



164. The repetition a, b weakens the cadence. 
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165. The small notes show that a cadence might easily have 
been avoided. The bar (c) has two chords, the latter of which 
makes a hard progression with the bar following [d) caused by 
the leap to a perfect fifth, while the under part moves a whole 
tone. At g, being cornered, the composer takes refuge in a 
license. 
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CHAPTER VIII, 



EXAMPLES OF THE THIRD SPECIES OF COUNTERPOINT 
IN THREE PARTS. 
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167. The observations made on previous examples by Fux 
apply also to the present example. The bass stands still {a, b'), 
and there is- the same obscurity of key. For (c) the student is- 
referred' to note 78A. 
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168. The C and the C sharp, bars a, b, being essential notes, 
are in false relation to each other. 
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169. The tenor descends to a note (a) which is, practically, 
beyond its compass. 
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170. The unaccented octaves in bars 1-3 are not good. 
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171. The clefs employed in the first English edition of 
Albrechtsberger's work are purposely retained, because their use, 
or rather misuse, lead to comments likely to be useful to the 
thoughtful student. Here the middle voice should have been 
written in the tenor clef; because there could be no proper 
adjustment in the balance of tone between two basses and an 
alto (or treble, in the lower and weaker part of the register), 
especially when one of the basses rises to the highest notes of its 
register. There is a leap of a major sixth downward (a), but as 
both notes belong to the harmony it is not difficult. The fifths 
(6, c) are not bad, as the first one is a passing note ; but the 
octaves {d, e) are not good, because they are both harmony notes. 
A discord is irregularly taken at g (Ex. 78a). The fifths/, g, 
and again at h, i, and also the octaves j, k are all bad. 
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172. As'the fifth in the first bar is not heard till the second 
crotchet, this example begins with the third only, a very small 
matter, but still a deviation from the rule (Ex. 156). The 
progression a, b the student will not fail to recognise as a 
transgression-. The leap to a discord (c) was referred to in the 
preceding example. The octaves, especis^Uy at cf, e, /, should 
be regarded as faulty. 
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173. TKis'-examp'l&'^be^ihs Tvith an inverted chord, Whichj as 
the student will remembrer, is exceptional. The fifths (a, V), 
the leap to a discord (c), and the fifths (rf, c) are faulty. 
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174. Two of the chief faults in this specimen are found at 
a, h, and at c, d. In the former the fifths, though broken 
and in the same voice, are almost as bad as if they occurred 
between two voices. In the latter the octaves in the accented 
parts of the bars and between the outer parts are decidedly 
bad. 
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175. In the bars b, c, d are seen faults similar to those just 
pointed out in Ex. 174. 
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176. The correction (6) is in order to get the third of the 
chord on the strong instead of on the weak accent. There is, 
however, more vigour in Beethovea's counterpoint. 



C.F. 



.Q. 



Beethoven (corrected by HaydnJ. 



m 



EEa 



F=^rr rrr i ^Ti '-fr 



i 



-*~^ 

^ 



^- ^f^=^7-j^ ^^ 



** 



^ 



=MF 



178. 



THIRD SPECIES IN THREE PARTS. 87 

Cherubini. 



W=^=W^ 



-i-w-f 



^^^ 



i 



t=F1 



fcfc 



=t=t 



*=^ 



^ 



C. f. 



\ i F — I 1 — \—A 1 



a^B 



^S^l 



(«) 



(*) 



32.=: 



fe: 



^1=2= 



* 



178. The third species is somewhat contracted in the bars 
4-8, and the tonality is vague in the bars a, 6. 
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179. The chord is changed on the fourth crotchet (a). If 
two chords are used the change should be made oh the third 
crotchet or on the weak accent when there are more than four 
notes in the bar. The bass is stationary at 6. As th^ subject 
is not long, and of decided tonality, the modulation is un- 
necessary. The octaves in bars 2, 3 are undesirable. 
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180. The treble is remarkably poor and stagnant. The bars 
a, b are crude, the progression from a third to a perfect fifth by 
degree being the cause.* 
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* Primer of Counterpoint, paragraph 25. — Dr. Bridge. 
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■181. The cadence is not good, the student is referred to 
Exs. 61 and 62. 
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183. Such repetitions as occur in the bars a and 6 are better 
shunned, at least, so near. 
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184. The student should note the effective employment of 
the minor seventh of the scale (a). Some theorists condemn 
its use in an upper part as disturbing the key, at the same time 
fully recognising its use in the bass (6). 
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187. The middle voice should have been written in alto or 
tenor clef. The treble is sometimes so near the bass that there 
is no room for the middle part to move freely ; the result is a 
very contracted counterpoint. But there is room for a better 
counterpoint than in the bars a, b, where the unisons are bad. 
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188. The C.F. is rather too high. Finding the third omitted 
on the accent of the penultimate bar, Albrechtsberger has 
amended the fault. Perhaps the flowing counterpoint of 
Beethoven fully compensates for the temporary absence of the 
third, as the second note (D) represents or stands in its place. 
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CHAPTER IX. 

EXAMPLES OF THE FOURTH SPECIES OF COUNTERPOINT IN 
THREE PARTS. 
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189. If the student does not see the faults in this example, 
he should write it out in the first species when they will be veiy 
evident. 
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igo. Octaves by syncopation have been pronounced both 
good and bad respectively by different masters (bars 1-2). With 
regard to consecutives resulting from suspensions (Ex, 191, 
bars g., 10), there seems to be no difierence of opinion as to their 
being bad. In the former, the second half being a syncopation, 
is a harmony note and as such acts as a kind of "buffer" 
between the consecutives. The latter, being a suspension, (a 
dissonant note), stands in place of the note on which it resolves. 
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191. The progression from a common chord on the second of 
scale to one on the first is often crude (a, b) and is said to 
oibscure the impression of key. Sometimes, however, this 
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progpression is rather solemn and impressive if somewhat 
severe. For example : — 
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193. The suspension of a 6-5 (a) is weak but allowable. By- 
crossing the parts a second inversion occurs (6). 
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194. This example, with regard to ambiguity of key and the 
needless breaking of rules, euphemistically called " licenses," 
shows strongly the influence of Albrechtsberger. The down- 
ward movement followed by the leap of an octave is question- 
able, but in slow notes this is sometimes done (bars 8, 9). 
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155, The bass here moves almost entirely in thirds with the 
tenor, which, besides being poor as counterpoint, sound when 
they descend low almost morose. 
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196. The fifths in the bars a, b, c are nearly as umpleasant 
as though the parts were not crossed. At a, b they are heard 
between the extreme notes — i,e., between the bass and treble, 
and the alto and bass ; and in bars b, c between the treble and 
alto. 
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198. The progression in bars 7, 8 is a crude one. Whether 
the suspension sufficiently mollifies it is questionable. 
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199. With regard to the bar a, Fux says : " A discord has 
been used instead of a concord on the unaccented part of the 
bar, contrary to the common rule, which is not only allowable 
in such a case, but is also looked upon as an elegance.'* (English 
Ed., 1791.) On a dominant pedal this discord is allowable at 
the close, where it strengthens the cadence (Ex. 201). • 
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200. With the object of beginning with key note and aiso with 
syncopation, the entry of the bass is deferred till the second 
bar. There is, however, no objection to beginning in the way 
indicated by the small notes. The fifths, bars 5, 6, are bad. 
(See remarks on Ex. igo.) 
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201. The suspensions are here maintained, but somewhat to 
the detriment of the bass, which is certainly not flowing. The 
leap of an octave is better than repeating the same note:, and 
the orderly progression compensates for the thinness of bars a 
to h. A short dominant pedal occurs at c. (See observations 
on Ex. 199.) The hidden fifth is good in the bars 2, 3 and 7, 8. 
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202. The similar motion in the latter half of this model is 
weak, but this is unavoidable in this species. 
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205.. The octaves (a, 6) are undoubtedly better avoided ; 
though, the harmony being the same, they are not very strong 
here. The student is referred to Ex. 190. 
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THE FIFTH SPECIES IN THREE PARTS. 
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206. Though open to similar objections, if in a less degree, 
to former examples given of Fux, the student may well take 
the tenor voice as a model of ease and elegance. The hidden 
fifth, bars 7, 8, is good. A similar instance occurs in Ex. 201. 
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207. The learner will see at a glance the fault (a, 6), also pro- 
bably that at c, d ; but the following illustration will make the 
harmonic progression quite clear : — 



The fault at e, f is similar : — 



W 



Moreover, the repetition of the F (d) is tiresome. 
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208. In effect the first four bars are in the key of C. Conse- 
quently this example opens (mentally) with a common chord 
on the supertonic. (See observations, Ex. 192.) 
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2og. As no example with the C.F, in the bass was given, it is 
here added ;. but treated in the harmonic form of the minor scale. 
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210. The melody should have returned to a note within th& 
leap (a) instead of taking another leap in the same direction.. 
The bars 7, 8 are crude. The octaves, h, c, d, are not good. 
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211. Octaves with an intervening passing note, bars i, 2, are 
worse than direct octaves. The tritone — a third on Fa, followed 
by a fifth on Mi — {d, e) is but little softened by there being a 
part above it. 
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212. This, like other of Albrechtsberger's examples, begins 
with an inverted chord. The upper parts (a) are too wide ; the 
bass in the first inversion of a major triad (6) is doubled ; this, 
too, with the third omitted. At c the resolution of the suspension 
on a diminished fifth is irregular; at d, e, in addition to the 
irregular resolution, the diminished fifth is badly followed by a 
perfect fifth. At / the diminished fifth is again used, but here 
it is, at least, well followed. In the cadence the old masters 
freely sanctioned this progression. Some modern teachers reject 
it entirely. The middle part should have been placed in the 
tenor clef. The bass is too active, and lacks elegance : and the 
prominence given to G — both the higher and lower — is tiresome. 
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214. As B is necessary to complete the harmony (a) and an 
easy leap for the voice, there can be little doubt that the G is 
an engraver's error. 
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215. The canto /ermo should have been placed in the tenor 
clef. Unless to avoid similar motion to a perfect fifth between 
the two upper parts (a) (a perfectly good progression here), it is 
difficult to see why Albrechtsberger resorted to a "license." 
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2x6. With respect to bars c, d, the student is referred to 
remarks on Ex. 157. 
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219. At the sixth and te-nth bars the third is left out. This 
is sometimes necessary. In the former bar it is desirable to do: 
so, in the latter it is but a matter of choice between this and 
the following bar. 
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Beethoven (corrected by Albeechtsberqer). 
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221. Though intended as a change of chord, the D (a) is 
heard as a discord, and consequently is not a suitable note 
of preparation. In the bar b the E and the D are both passing 
notes and a return to E is not allowed. At c the error is 
quite similar to that at a. The correction in the cadence is 
good. 
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THE SECOND SPECIES IN TWO OF THE PARTS. 
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222. In the cadence the fundamental seventh — passing 
note — is struck against a note of the harmony which leaps. 
Cherubini and others have employed in like manner other 
discords. But much experience is needed, and the student is 
advised to confine himself to the discords found in the chord of 



ii8 



SIMPLE COUNTERPOINT. 



the dominant seventh — viz., the seventh, the diminished fifth, 
and its inversion, the augmented fourth. Sometimes a passing 
note may be in concord with the note with which it is struck, yet 
be very harsh against the prevaihng harmony. Exs. 222a, 2226. 
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223. The doubling of the bass in the fifth bar is bad, 
especially as the third is omitted ; and the alternative is 
preferable though less flowing. 
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224. The objectionable points in this example need -no 
further reference. 
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225. The two fourths by leap (a) in the same direction are 
not allowed, and the change of harmony on the last crotchet is 
a fault. The discord and resolution sounded together (b) and 
the leap to a discord {d) are also objectionable. The two 
chords (c) are not good. If the second crotchet had been G 
there would have been only one chord, besides avoiding the 
suspicion of a bad fifth with the previous bar. 
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226. The octaves in the bars 2, 3 are undesirable. At a the 
fourth crotchet is harsh against the other parts ; its resolution 
(E) being sounded both above and below the discord at the 
same time. The direct motion to a fifth in the outer parts will 
not escape notice. 
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227, The weak points to which the student's attention should 
be given are the cadence-like progression {a), the major seventh 
-in two steps (6), the bad progression (c). There are two chords 
in the bar d, and at e the composer has defeated himself, not 
being able to find another move in the same bar for the soprano. 
With regard to the bar h, the major seventh is decidedly pungent, 
and no relaxation of the rule, such as might be allowed in the 
case of a minor seventh, should be permitted in this case. 
There are no passing notes in the soprano. 
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228. The tritone, in two steps, bars 2, 3, are much softened by 
there being two notes common to both chords. The correction 
spoils the symmetry of the middle voice. Much alteration was 
necessary to mend " slips " in the sixth and following bars. 
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THE SECOND AND FOURTH SPECIES COMBINED. 
230. Cherueini. 
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230, As a bass was to be placed under the canto fermo tiie 
latter should have been transposed to a higher key, in order to 
prevent the tenor from descending so near the bass as in bars 
a,b,c, where both voices are in the lower part of their respective 
registers. Besides, when the canto fermo is not placed in the 
best part — that is to say, in the middle — of the full register, the 
other voices are also placed at a disadvantage by being cramped 
for room to move freely. 
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233. At a the suspension is resolved on another root. This 
exception is very common in the old masters. Two instances 
may be seen in Ex. 243. In such cases they are prepared 
discords and not strictly suspensions 
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234. The difficulty of finding a move is the reason for placing 
a minim rest at a. 
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235. The second species is somewhat clumsy, owing (i) to the: 
imposed conditions of maintaining the harmonic form of the 
minor scale and (2) keeping to one root in each bar. 



VARIOUS COMBINATIONS IN THKEE PARTS. 



127 



THE SECOND AND FIFTH SPECIES COMBINED. 
236. Cherubini. 
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236. The recurrence of ,D and C three times, and the pro- 
minence they receive from being the highest notes, is tiresome, 
and shows poverty of invention. The student will learn from 
this model what to avoid. At a the minim B is a slow passing 
note, and the learner is referred to observations made on 
Ex. 226a. The minims 6, c have very much the effect of 
changing notes. At c a fourth to the bass is taken by leap. 
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238. The harmonies in this example belong to the harmonic 
minor scale. Yet owing to the reservation of the dominant 
harmony till the cadence the key is not clearly defined, conse- 
quently the effect is not satisfactory. 



VARIOUS COMBINATIONS IN THREE PARTS. 



129- 



TWO OF THE PARTS IN THE THIRD SPECIES. 
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THE THIRD AND FOURTH SPECIES COMBINED. 
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241. In the bars 3, 4 a modulation ismade before the primary 
key is established. The two chords in the bar b sound awkward-. 
The preparation of the ninth (c) by an octave is bad. 
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243. The second and penultimate bars may be traced to the 
same root ; but the effect is that of two chords in a bar — the 
radical basses being G and C respectively — and not that of a 
suspension, Ex. 233. The melody {a) being two fourths in the 
same straight line is bad. • 
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246. If the suspensions in bars 8-10 be removed there would 
be similar motion between the outer parts to a perfect fifth. 
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247. In bar 7 a second inversion appears to be wrongly 
quitted ; but the fourth (B) is a passing note. In this species 
it is allowable to repeat a note (a) in the last bar but one. The 
double suspension (a), though unusual, is not bad. 
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THE FOURTH AND TIFTH STECIES COMBINED. 
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249. Octaves by syncopation are seen in bars 6, 7. The 
student may revert to Ex. igo. 
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251. But for the restless tonality, this example is a good 
vone. In the bars a and b it would have been better to have 
prolonged the minims in the bass by a dot and so have shortened 
the duration of the doubled major third. 
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254. Excepting in the bars 9-12 this example is identical 
with No. 253, but as an error occurred in copying the cawfo/erwo 
another example is given. It may interest the student to 
examine the necessary alterations. 
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THE FIRST SPECIES IN FOUR PARTS. 
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255. The parts flow smoothly, and the chords are complete — 
except in the final, where the ancient practice of omitting th& 
third is followed ; but there is no sense of key till the cadence^ 
and even the usual B flat, which softens this old mode, is 
absent. 
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256. As the key at a, b must be C, there is a common chord 
on the second of the scale followed by one on the first to which 
some theorists object (Ex. 191). This succession is certainly 
archaic; but it is quite as good as a common chord on the fifth 
of scale followed by one on the fourth, and this latter is not 
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actually forbidden. The progression c, d is very bad indeed. 
The similar motion to a fifth {e, f) is not bad, but it is forbidden 
in strict counterpoint by some teachers, except in the final 
cadence. 
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257. The student will note the introduction of the B flat in 
this model (Ex. 255), and the stationary bass at the outset. 
For a, b see Ex. 256. Similar motion to an octave between the 
outer parts (c, d) is not only allowed, but is the most satisfactory 
cadence. » 
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258. The iAree voices being stationary the effect is vapid 
(a, b). The doubling of the bass (6) is not forbidden, but it is 
too strong. Both objections are removed by the alternative 
notes. 
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259. The leaps in the inner parts make the hard progression 
from a common chord on the second to one on the first degree 
worse than it might be (Ex. 256). 



260. 




















Albrechtsberger, 






























>r ' 










»..3 






(TJ 






n 






f/K 










'=* 


lO 












































i7 

C.F. 










(O „ .. ,. 


fi 






,--, 


10 












a 










n 




<-' 










lO 




































































ft 

— fr> tr> — ^ — 












u.. '=' 






^^ 


^-^ 


1 


















ff 














-&~ 




-^— 










""^' H 


tfb ' 




-&- 


-gy 


<y 


■r?- 


1 


'■J 





-e— 


0. 


0. 


« 


**: 



260. The bars «, b are not only weak in themselves, but the 
stationary tonic in the bass immediately preceding the cadence 
very much enfeebles the final. 
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262. This is an example in the harmonic form of the minor 
scale on the same subject. The progression from a diminished 
to a perfect fifth- (a, 6), formerly inadmissible, is now allowed in 
the inner parts. The. leap downwards of the leading note is 
quite allowable except in the cadence. 
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263. With a view of avoiding a further repetition of the tonic 
chord (a), resort has been had to a modulation in preference to 
a chord on the third of the scale, which would have led to a 
stationary note (G) in the tenor for several bars, or to a 6-3 on 
the dominant, which would have been harsh (Ex. 270). The 
descent of the leading note in the cadence, formerly common^ is 
not allowed now. 
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264. The root relationship (a, &) is crude, and the doubled 
bass in the first inversion of a- major triad (c), with one or two 
esEceptions, is no longer tolerated.- A-notlier blemish is the 
repetition of the first three bars in the treble. 
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266. The treble in bars 1-6 is very poor. The modulation 
abrupt. Octaves by contrary motion (bars 11, 12) are not 
approved by modern teachers. 
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CHAPTER XIII. 

THE SECOND SPECIES IN FOUR PARTS. 
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268. The bars a, b are crude (Ex. 264). The second bar 
might well have been a subdominant chord, which would have 
helped to establish the key. The point of interest in this 
species is the passing notes. Here we find but two, which is 
disappointing. 
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269. The first chord is inverted — freqraent in Albrechtsberger's 
examples. The first treble is maiu'tained at a high pitch, and. 
limited to the compass of a fourth. In chorus voices this is 
almost impracticable; and if' it were not the effect would be. 
very bad. The similar motion to an octave (a) is decidedly- 
bad. It is remarkable that such a bad progression should be 
made by one who was very fastidious with pupils on this point 
(see Ex. 267). True, the tenor is the lowest part here, and there- 
fore the bass; but the style of writing for a tenor voice is 
different from a bass voice, and the leaps of an octave (fr) and 
following bars are suited to a bass but not to'a tenor voice. 
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270. The student is advised to listen to the subject alone. 
He will doubtless feel the key to be E minor; yet it \s forced. 
to bear the harmonies of the relative major. A 6-3 on the 
dominant; for the key is here G, is not usually recommended in 
strict counterpoint, it being now regarded as a part of the 
chord of the dominant-thirteenth. Similar motion to a unison (/) 
is considered to destroy the clearness of the part -writing; but. 
so also would oblique motion, which is allowed (Ex. 271a). 
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272. The bad relationship of the roots of the bars a, h was 
referred to in Ex. 264. The bass is doubled in the first inversion 
of a major triad (c) and the third omitted, which makes the 
doubled bass all the more prominent. At d there are two 
chords in the bar ; the eiFect of only one chord is broader. 
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275. The bass E in the implied 6-4 fa) is well followed by F 
(6). The tenor has the second species for one bar (c). This is, 
as the learner knows, breaking the rule ; but unless the bass 
were altered, which might have been done, there was no option. 
The doubling of the leading note in the cadence is a fault here — 
i.e., when both notes end the bar. 
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276. In the harmonic form of the minor scale the sequence 
(a) to (/) can hardly be uniformly carried out — that is to say, 
preserved in all the parts. In the melodic form this can be done. 
It might be said the bars b, c modulated to key of B flat. If the 
third (F) is omitted (c) and the bass tripled the chord will then 
assume a doubtful character. 
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278. The B (a) is overlapped by the tenor (6). This is 
avoided by the small note; but this spoils the flow of the 
melody as well as weakening the harmony in this bar. The 
former is preferable. The similar motion to a unison ; and the 
fifths by similar motion on the accented parts of the bar — 
though between tonic and dominant harmonies — are held to be 
faults by some writers. The latter fault is corrected by retain- 
ing B in the tenor, but this is extremely harsh. 
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279. There are two chords in the first bar, and also at a. 
Though the parts are crossed (6) the octaves (a, b) are 
-objectionable. The bars c, d are crude (see remark, Ex. 264). 
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280. The leap to a discord (a) is irregular (Ex. 78fl), and the 
bars b, c are very harsh. The student may revert to remarks, 
Ex. 264. 
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281. With the object of saving consecutive octaves, the second 
species (b) is introduced. This brings about fifths on the 
accents [a, b). The bar c shows an unallowable second inversion, 
as the fifth of the chord (B) is the outside note in the broken 
chord. There is also an irregularity in the "changing notes" 
d — (see Ex. 78a). 
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282. The modulation to the key D (a, b, c) is abrupt, being too 
far removed from the E minor, and quite unnecessary. 
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283. With reference to the bars a, b, the student is referred 
to note, Ex. 2641 
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284. The pcogresskm bj' similar motion from a seeond to a 
unison is decidedly bad (a, 6). The asperity of consecutive- 
fifths or other objectionable progressions -a*e- but very little 
softened by crossing the parts. i s 
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285. The weak points in this example are, the doubling of 
the bass in the first inversion of a major triad (a), the wide 
separation of the inner parts, the doubled leading note (6), and 
the gap between the upper parts (c) so easily avoided. 
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286. The student should avoid crossing the bass as seen in 
the unusual outset (a), as well as doubling the leading note 
in the cadence (6). 
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288. The whole of the third species is instrumental rather 
than vocal in character. At ^ a return is not made to a note 
within the diminished fifth, although E would have been equally 
as convenient as C sharp. 
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290. The suspended sixth (a) , like other consonant suspensions, 
is weaker than a dissonant suspension. But in maintaining the 
fourth species — the main object — the suspended sixth is con- 
sidered available by most musicians (Ex. agoA, c), also the 
suspended fourth (d) in the same example. This fourth is 
ambiguous in character. In strict counterpoint it would, as 
a fourth to the bass, be regarded as a discord, and yet it is the 
root of this one-chord bar. As a rule, the suspended fourth 
should carry the fifth and not the sixth (rf), but as this pro- 
gression, having one root in each bar, is so smooth and natural, 
and as the rules were deduced from counterpoint and not 
counterpoint from the rules, most musicians allow this excep- 
tion. The old masters frequently employed the fifth (seventh 
of root) in the manner seen at b, Ex. ago, but it is now regarded 
as irregular. The drop to an octave (<i) between the alto and 
bass is hardly so good as the alternative (rf). 
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291. The sequence excuses the over-lapping a. The bars 
6, c are hare, and the voices are too wide. The doubled A [d) 
is disagreeable, and the parts too dispersed (e, /). 
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293. In the bars 6, 7 a chromatic semitone occurs, which is 
entirely wrong, and, in fact, a flagrant dereliction of the rule. 
: (Bar 5, see note 199.) 
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294. The suspended fourth is accompanied by the sixth, a. 
But this is not so good a case as the one given in Ex. 290A, 
where the suspended note is the root. 
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297. The root of the chord at a is A, therefore a second 
inversion of a suspended sixth and an implied 6-4, and rarely- 
used. It is intended as two chords, but this is not the feeling. 
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298. This example is in the liarmonic form of the minor scale. 
The bass, being stationary in the first two bars, is weak. 
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.299. In the first three bars the same note is syncopated.. 
'This gives a cramped effect. The suspension in bar a — beraig 
an inversion of a suspended fourth, and not a ninth — is harsh 
against its resolution, or, rather, the octave of it, principally by 
reason of its not being taken hy step as well as by contrary 
motion. The student will see that the alto C clef should have 
been used for the voice next above the bass. 
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301. The G (a) being the bass of a second • inversion is an 
unallowable suspension. The cancelled notes show the altera- 
tions necessary to correct this oversight — that is to say, if .the 
tied notes are maintained. In bars 6-8 the tenor after a leap of 
a dimijiished fifth does not at once return to a note within the 
leap as required by the rule. 
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303. The chief points for the student's notice here are the 
bad octaves in the first four bars, the unallowable chromatic 
note {a), the too great use of the third species, and the remark- 
ably poor first treble in which the note E is so prevalent. 
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304. The chief objection in this example is the restless tonality. 
The tenor has a very dull, monotonous part in the last eight 
bars. An interesting point is that where Cherubini used only 
two quavers he placed them on the second crotchet, and that 
Albrechtsberger, in the same circumstances, generally placed 
them on the fourth (a). The progression of a seventh to an 
octave is very bad (6, c). 
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305. The aimless, rambling nature of the bass, its ascent 
several times to the same note (a, b, c), and the high and 
impracticable pitch of the first treble are the most noticeable- 
blemishes in this example. 
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307. The style of the fifth species is here more graceful ; but 
from the bars a to 6 more variety is desirable. 
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308. In the bar a the root is above the ninth, but by contrary 
motion and by degree this is allowable. 
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CHAPTER XVII. 

the second and third species in two of the parts. 
509. Cherubmii. 
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310. The alto is poer and the bass descends rather too low. 
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311. The alternative note would be in conformity with modern 
views by giving but one chord in the bar. 
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312. The diminished seventh in this model is twice taken in 
two steps (a, h). This exception is often found in models. 
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313. The rule, which after the leap of an octave requires a 
return by an interval not greater than a third, cannot be 
observed in a full close. 



THE FIFTH SPECIES IN TWO OF THE PARTS. 
31 4. Cherubiki. 
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314. The least objectionable way of adding the fifth to the 
suspension of the 7-6 is by taking and quitting it by degree* 
This is not done at a. 
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THE SECOND, THIRD, AND FOURTH SPECIES COMBINED. 
31 5. ALBRECrtTSBfiRtSEft. 
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315. Here the faults are both glaring and numerous. At the 
outset the tenor is too close to the bass, besides faults which 
need no further reference. The leaps in the bars a to c are very 
clumsy. The hidden octaves between the outer parts are such 
that no musician now would tolerate. From c to ft there are 
two chords in each bar ; and at * a discord is taken by leap. 
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316. As the tied notes resolve on another root, they are not 
really suspensions (a, b, c, d,f, g). There is an irregular leap in 
the bass at /. The augmented fourth, bars 3, 4, is justified by 
the sequence. The third species lacks grace and is not all vocal. 
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317. The worst form of the tritone is when a 5-3 on the third 
of the scale i& preceded by a chord of the 5-3 or 6-3 on the 
fourth, as in bars 2, 3. The frequent octaves between the outer 
parts, though unaccented, are not good. 
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318. The tenor descends too low, and the leaps in bars 6, 7 
are awkward. The bars c, d, e are poor. 
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THE SECOND, THIRD, AND FIFTH SPECIES COMBINED. 
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322. This is the first of twenty-four examples of the same 
combination on a canto fermo by Haydn. A minor subject was 
chosen on account of the greater restrictions and difficulties, 
especially in dealing with the upper half of -the scale. As a 
matter of principle only one chord in each bar is used. Many 
oversights that occurred have been pointed out, as the fact of 
their being accidental " slips " would probably increase the 
utility of such examples. The second of the consecutive passing 
notes (a) returns instead of continuing the same direction. But 
this is impossible. On the score of discipline this is corrected, 
though the cancelled notes are the better counterpoint musically. 
It should be observed'that the yanus-like note E is both the 
root and a passing note, and the second passing note F, the 
minor ninth of the root, which naturally resolves downwards to 
the root. In such a case an exception to this rule should be 
allowed. The octaves b, c — cancelled notes — show a careless 
oversight. 
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323. Whether the octaves between the inner parts (a, b) are 
bad enough to be rejected is a point upon which opinions may- 
differ; but between outer parts such a progression is not 
advisable. 
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324. The passing note C (a) is struck by leap against the 
harmony note G sharp ; but as at this point the passing note 
makes, with the other sounds, a dominant harmony the eflFect 
is not bad. 
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325. The oversight at a, h is the two major thirds on the leap 
Df a major third (called by some musicians "a cross relation")^ 
The student will see that the correction involved the alteration, 
of several notes. 
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326. The second of the two tied notes is longer than the first. 
The correction happens to be very easy. 
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331. The fault that escaped notice at a was a return after 
two consecutive passing notes. 
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333. The passing note with its resolution (a) is intentional, as 
the notes which are sounding together on the last crotchet are 
those of the second inversion of the dominant seventh. Intent 
on carrying out a sequential bass the octaves 6, c crept in unseen. 



334 




VARIOUS COMBINATIONS IN FOUR PARTS. 



199 



SR=i= 



fe^P^ 



£i- 



zz: 



i 



(2) 



fe ' ^crfHrrrTfrf If ^■i^r^ ^''^^^ 



^ 



r i r f^Hp cJ. 1,^ 



1 



^^P 



334. The subject is here transposed to suit the voice. 
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337. As the bass had a dotted minim in three successive bars 
the D (a) is cancelled and another counterpoint substituted. 
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338. A return after two consecutive passing notes («) was 
discovered after the example was finished. This m now 
corrected. 
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340. A discord was struck against the harmony note a, the 
latter moving by leap. The effect is not bad here. The 
correction is harsh. 
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344. The octaves (a) are too near. The mending of this 
oversight necessitated alterations in the alto as well as the tenor. 
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346. The rule which prohibits the striking of a passing 
against a harmony note when the latter leaps is a good one. 
But, like other rules, it has its exceptions as shown at a, where 
the. passing note makes with other moving notes a first inversion 
of a diminished triad, and at b where it makes a passing seventh. 



THE THIRD SRECIES IN THREE OF THE PARTS. 
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347. Some teachers would object to the nearness of the 
unisons a, b. The remark made in preceding examples will 
apply to c where the seventh makes a better counterpoint than 
would a unison. 
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348. There is a leap from two notes in diatonic succession to 
an accent in the same direction. This may be done when the 
auxiliary or changing notes return to the same note of the 
harmony, as is done here, and when the leap is not greater than 
a third. The reason seems to be that the changing notes are 
only felt to be ornamental to the harmony note and do not 
point to, or indicate, any direction. This exception will be 
found in models old and new. 
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THE FOURTH SPECIES IN THREE OF THE PARTS. 
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349. Unless some suspensions rise, under similar rules as in 
harmony, this combination is hardly practicable. 



350, 



=^ 



- <v 



?^ 



-?2- 



r^ i^j ^ >■-< ~?^ 



O . Q |^N-,-iS- — «■ 



g 



r? p — fz:. 



i 



-& 13- 



22-=t: 



^ 



-S> Q 1 l O ^ 



f:> 1 p — el- 



w 



i 



ho:: 



#* 



I 



^ 



Eg 



i2_ 



^ 



f" r I f CIJ ' ^' 1 ] 



i 



^ I p r^~YV 



*^ 



I 



#* 



r o: o 



i»* 



VARIOUS COMBINATIONS IN FOUR PARTS. 211- 

351 . Cherubini. 
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351. In bar 2 (a) the D in the treble is in effect a passing 
note doubled in the tenor- by leap. Two chords in the bar are 
intended, but this is not the feeling of this bar. It is the 
danger of :mixing:upitwoTdififerent chords. which iorms: the chief 
objectionr to the suspended 5-6 and the suspended 6^5. With 
respect to b the student should revert to Ex. 314. 

p 2 



212 



SIMPLE COUNTERPOINT. 



THE FIFTH SPECIES IN THREE OF THE FOUR PARTS. 
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C. f . (Second half of Hymn Tune " Stockton," by Thomas Wright.) 
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VARIOUS COMBINATIONS IN FOUR PARTS. 2I3, 

353. C. W. Pearce, MuSi Doc, Cantab. 
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C. F. " London New " (Scotch Psalter). 
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353. This model is in quadruple counterpoint, but the rules 
of simple counterpoint are equally applicable here. 
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THE FIFTH SPECIES IN ALL THE FOUR PARTS. 

354. _ * 



i 



s 



^ 



Cherubini. 



m 



r-t r^ 



Cherubini. 



B 



^^^^^m 



23= 



m 



r~^Ui F^=^ . 



iCI^ 



■Aifsz 



■^ 



(C. F. of Fux varied into the 5th species.) 
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354. This model is on a canto fermo, with which the student 
has become familiar in the examples of Fux, but which he will 
for the moment hardly recognise owing to its having been 
transformed, or varied, into the fifth species. He would, in 
-this mode of treating the subject, find a way of gradually 
emancipating himself from the " fixed song." 
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215 



CHAPTER XVIII. 

THE FIRST SPECIES IN FIVE OR MORE PARTS. 
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355. The gap is too great at a, and the progression h, c hard. 
Had the third of chord b been tripled and the fifth quitted by 
contrary motion to the bass the progression would have been 
less objectionable. 
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THE FIVE SPECIES COMBINED. 
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356. Some teachers see in the octaves by contrary motion (a) 
a fault, although they occur in an arpeggio or broken chord and 
not between two different chords. There is no fault of tritone 
(fe), as the latter are passing notes. 



FIVE PARTS, FOUR BEING IN THE FIFTH SPECIES. 
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SIX I ARTS, COMBINING FIRST, SECOND, THIRD, AND FIFTH SPECIES. 
3rg_ H. G. Bonavia Hunt. 
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SIX PARTS, FIVE BEING IN THE FIFTH SPECIES. 

360. ^ — ^ F^Tis. 
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THE FIRST SPECIES IN SEVEN PARTS. 
361 . Chbrubini. 
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THE FIRST SPECIES IN EIGHT PARTS. 
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Soprani 
I. & II. 



Alti 

I. & ir. 



Tenori. 
I &II. 



Bassi 
I. & II. 



366. 

C. F. (Psalm melody by T. Ravenscroft, Mus. Bac, Cantab., 1621.) 
Qp^ C. W. Pearce, Mus. Doc, Cantab, 
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The above Example shows the style of counterpoint practised at Cambridge 
during the Professorship of the late Sir George Macfarren ; a style whiclj 
atXJCtly prohibited any crossing of the parts, and only allowed two parts to 
Qvedap-in cases. o£ extreme necessity. 

2 
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SIMPLE COUNTERPOINT. 



EIGHT PARTS, WITH A COUNTERPOINT IN THE THIRD SPECIES. 
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EIGHT PARTS, SEVEN BEING IN THE FIFTH SPECIES. 
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369. A discord is purposely introduced on the accent, and 
also against its resolution (a). There is no harshness in this 
case (Ex.. 160&). At b the resolution is unusual in strict 
counterpoint (Ex. 316). The student is referred to Cherubini's 
observations on Rule LXIII.,* where he will find its justifi- 
cation, also to " Counterpoint," by Dr. Bridge, Ex. 107. 



* "Treatise on Counterpoint and Fugue," p. 33. Novello's Edition. 
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371. The industrious and enthusiastic student may feel 
interested in putting this figured bass into score. In doing so he 
may be reminded that five parts are at times necessary, in order 
to complete the harmony ; also that he may find it necessary for 
the harmony to rise above the highest note in the corresponding' 
bar of the fugue. In short, he should score the figured bass 
quite independently of the fugue. It is hardly necessary to say 
that chords formed by the accidental coincidence of passing 
notes — passing chords — should not be confounded with the 
prevailing harmony. It is perhaps as well to mention that the 
transverse line met with once or twice shows that the note from 
which it is drawn bears the harmony of the following bass note. 
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HAN DEL — continued, 

Alexander Balus 

Hercules 

Athaliah 

Esther 

SaSANNA 

Theodora 

Belshazzar 

The Messiah, edited by V. Novello 

(Sol-fa, is.) 

The Messiah, ditto. Pocket Edition 
The Messiah, edited by W. T Best 
Israel in Egypt, edited by Mendelssohn 
Israel in Egypt, edited by V, Novello. 

Pocket Edition 

Judas Maccabeus (Sol-fa, is.).. 

luDAs Maccabeus. Pocket Edition 

Samson (Sol-fa, is.) 

Solomon 

Jephtha 

Joshua 

Deborah 

Saul 

Chandos Te Deum 

Dettingen Te Deum 

Utrecht Jubilate 

O praise the Lord with one consent 

(Sixth Chandos Anthem) 

Coronation and Funeral Anthems. Cloth 
Or, singly : 

The King shall rejoice 

Zadok the Priest 

My heart is inditing 

Let thy hand be strengthened 

The ways of Zion 

Ode on St. Cecilia's Day 

L'Allegro 

HAYDN, 

The Creation (Sol-fa, is.) 

The Creation. Pocket Edition 

The Seasons (Each Season, singly, is.) 
First Mass in B flat (Latin) ... 

Ditto (Latin and English) 

Second Mass in C (Latin) 

Third Mass (Imperial) (Latin and English) 

Ditto (Latin) 

Sixteenth Mass (Latin) 

The Passion ; or, Seven Last Words 

Te Deum (English and Latin) 

Insane et Vaks. Cvrm (Ditto) 

- BATTISON HAYNES. 
The Fairies' Isle (Female Voices) ... 

H. HEALE. 
Jubilee Ode 

C. SWINNERTON HEAP. 
Fair Rosamond (Sol-fa, 28.) 

EDWARD HECHT. 

Eric the Dane 

O MAY I join the Choir Invisible 

GEORGE HENSCHEL. 
Out of Darkness (Psalm 130) 

HENRY HILES. 

Fayre Pastorel 

The Crusaders 

FERDINAND HILLER. 

Nala and Damayanti 

A Song of Victory 

HEINRICH HOFMANN. 

Fair Melusina 

Cinderella — — 

Song of the Norns (Female Voices) 
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HUMMEL. 

First Mass in B flat 

Communion Service, ditto 

Second Mass in E flat 

Communion Service, ditto 

Third Mass in D 

Communion Service, ditto 

Alma Virgo (Latin and English) 

Quod in Orbe (ditto) 

W. H. HUNT. 
Stabat Mater 

H. H. HUSS. 
Ave Maria (Female Voices) 

F. ILIFFE., 
St. John the Divine '. 

JOHN WILLIAM JACKSON. 
I CRIED UNTO God 

W. JACKSON. 
The Year 

D. JENKINS. 
David and Saul (Sol-fa, 2s.) 

A. JENSEN. 
The Feast of Adonis 

W. JOHNSON. 
EccE Homo , 

C. WARWICK JORDAN. 
Blow ye the trumpet in Zion , 

N. KILBURN. 
The Silver Star (Female Voices) 

ALFRED KING. 
The Epiphany 

OLIVER KING. 
By the WATERS of Babylon (Psalm 137) 
The Naiads (Female Voices) 

J. KINROSS. 
Songs in a Vineyard (Female Voices) 

Ditto, Sol-fa , 

H. LAHEE. 
The Sleeping Beauty (Female Voices) 

Ditto, Sol-fa ... 

LEONARDO LEO. 

Dixit Dominus 

H. LESLIE. 
The First Christmas Morn 

F. LISZT. 
The Legend of St. Elizabeth 
Thirteenth Psalm , 

C. H. LLOYD. 

Alcestis 

Andromeda 

Hero and Lbander 

The Song of Balder 

The Longbeards' Saga (Male Voices) 
"The Gleaners' Harvest (Female Voices) .. 
A Song of Judgment 

W. H. LONGHURST. 
The Village Fair 

HAMISH MACCUNN. 
Lay of the Last Minstrel (Sol-fa, is.6d.).. 
Lord Ullin's Daughter (Sol-fa, 8d.) .. 

G. A. MACFARREN. 
Songs in a Cornfield (Female Voices) ,. 

May Day (Sol-fa, 6d.) 

The Soldier's Legacy (Operetta) 

Outward Bound 
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ORATORIOS, &c.— Continued. 



A. C. MACKENZIE. 

The Dream of Jubal 

The Story of Sayid 

Jason 

The Bride (Sol-fa, 8d.) 

The Rose of Sharon ( Sol-fa, 2s.) 

Jubilee Ode 

The Cotter's Saturday Night 

The New Covenant 

Veni, Creator Spiritus 

F. W. MARKULL. 

Roland's Horn 

F. E. MARSHALL. 

Prince Sprite (Female Voices) 

J. H. MEE. 

HoRATiu-5 (Male Voices) 

MENDELSSOHN. 

.Elijah (Sol-fa, IS.) 

Elijah (Pocket Edition) 

As the Hart pants (Psalm 42) 

Come, let us sing (Psalm 95) 

When Israel out of Egypt came (Sol-fa, gd.) 

Not unto us, O Lord (Psalm 115) 

St, Paul (Sol-fa,' is.) 

St. Paul (Pocket Edition) 

Hymn of Praise (Lobgesang) (Sol-fa, is.) ... 
Lord, how long wilt Thou Forget me 

Ditto, Sol-fa „ 

Hear my prayer (s. solo and chorus) 

Ditto ditto 

Ditto, Sol-fa 

Lauda Sion (Praise Jehovah) (Sol-fa, gd.)... 
The First Walpurgis Night (Sol-fa, is.) ... 
Midsummer Night's Dream (Female Voices) 

Athalie (Soi^fa, is.) 

Antigone (Male Voices) (Sol-fa, is.) 

Man is Mortal (Eight Voices) 

Festgesang (Hymns of Praise) 

Ditto (Male Voices) 

Cheistus (Sol-fa, 6d.) 

Three Motets for Female Voices 

Son and Stranger (Operetta) 

LoRELEY (Sol-fa, 6d.) 

CEdipus at Colonos (Male Voices 

To the Sons of Art (Ditto) 

Ditto, Sol-fa ». 

Judge me, O God (Psalm 43) (Sol-fa, Ijd.) 

WHY rage fiercely THE HeATHEN 

My God, why, O why hast Thou forsaken 

ME (Psalm 22) 

Sing to the Lord (Psalm 98) 

Six Anthems for the Cathedral at Berlin. 

For 8 voices, arranged in 4 farts 
Ave Maria (Saviour of Sinners). 8 voices 
MEYERBEER. 

Ninety-first Psalm (Latin) 

Ditto (English) 

B. MOLIQUE. 
Abraham 

MOZART. 

King Thamos 

First Mass (Latin and English) « 

Seventh Mass in B flat 

Communion Servi'ce in B plat, Ditto 
Twelfth Mass (Latin) ... 

Ditto (Latin and English) (Sol-fa, gd.) 
Requiem Mass 

Ditto (Latin and English)... 

Ditto Ditto, Sol-fa ... 

Litania de Venerabili Altaris (in E-i^at) 
LiTANiA de Venerabili Sacramento (in B 

flat) 

Sflendente te Deus. First Motet 
O God, when Thou appbarest. Ditto ... 
Have mercy, O Lord. Second Motet 
Gloky, Honour, Praise. Third Motet ... 
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E. MUNDELLA. 

Victory of Song (Female Voices) 

DR. JOHN NAYLOR. 

Jeremiah v 

J. NESVERA. 

De Profundis 

HERBERT OAKELEY. 

Selection from a Jubilee Lyric 

REV. SIR FREDK. OUSELEY. 

The Martyrdom of St. Polycarp 

R. P. PAINE. 

The Lord Rbignbth (Psalm 93.) 

The Prodigal Son 

Great is the Lord 

PALESTRINA. 

MissA Assuhpta est Maria 

MisSA PAPiC Marcelli - 

MissA Brevis 

H. W. PARKER. 

The Koeolds 

C. H. H. PARRY. 

De Profundis (Psalm 130) 

Ode on St. Cecilia's Day (Sol-fa* is.) 

Blest Pair of Sirens (Sol-fa, 8d.) 

Ajax and Ulysses 

Prometheus Unbound 

Judith 

L'Alleqro 

Eton 

DR. JOSEPH PARRY. 

Nebuchadnezzar (Sol-fa, is. 6d.) 

B. PARSONS. 

The Crusader 

T. M. PATTISON. 

May Day (Sol-fa, 6d.) 

The Miracles of Christ (Sol-fa, gd.) 

The Ancient Mariner 

The Lay of the Last Minstrel 

A. L. PEACE. 

St. John the Baptist 

PERGOLESI. 
Stabat Mater (Female Voices) (Sol-fa, 6d.) 
CIRO PINSUTL 

Phantoms — Fahtashi nell* ombra 

A. H. D. PRENDERGAST. 

The Second Advent 

E. PROUT. 

Damon and Phihtias (Male Voices) 

The Red Cross Knight (Sol-fa, 2s.) 

The Hundredth Psalm 

Freedom , 

Hereward ... .i 

Qu^EN Aim]&e (Female Voices) 

PURCELL. 

Dido and .^neas 

Te Dbdh and Jubilate in D 

J. F. H. READ. 

Harold 

Bartimeus 

Caractacus ■ ■ 

The Consecration of the Banner 

In the Forest (Male Voices) 

Psyche 

J. V. ROBERTS. 

Johah 

W. S. ROCKSTRO. 

The Good Shepherd 

ROLAND ROGERS. 
Prayer and Praise 
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ORATORIOS, &c.— Continued. 



ROMBERG. 
The Lay of the Bell (New Edition, trans- 
lated By THE Rev. J. Troutbeck, D.D.) 

Ditto, Sol-fa 

The Transient and the Eternal (Sol-fa, 4d.) 

ROSSINI. 

Stabat Mater (Sol-fa, is.) 

Mu^es in Egypx. 

CHARLES B. RUTENBER. 

Divine Love 

C. SAINTON-DOLBY. 

FLORIMEL (FdKALE VoiCES) 

CAMILLE SAINT-SAENS. 
The Heavens declare — Cceli enarrant 

(Psalm ig) 

SCHUBERT. 

Mass in A flat 

Communion Service, ditto 

Mass in E flat ,. 

Communion Service, ditto 

Mass in B flat 

Communion Service, ditto 

Mass in C ^ 

Communion, Service, ditto 

Mass in G i 

Communion; Service, ditto 

Mass in F ' ....^ : , 

COMMUNION; Service, ditto 

Song of Miriam (Sol-fa ,6d.) 

SCHUMANN. 

The Minstrel's Curse 

The King's' Son 

Mignon's Requiem 

Paradise and the Peri (Sol-fa, is. Gd.) 

Pilgrimage of the Rose 

Manfred 

Faust 

Advent Hymn, "In Lowly Guise" 

New Year's Song (Sol-fa, 6d.).„ 

H. SCHUTZ. 

The Passion of our Lord 

BERTRAM LUARD SELBY. 
Choruses and Incidental Music to 

" Helena in Troas " 

J. SHORT. 

Mass (S. George) 

Mass (S. Joseph) 

E. SILAS. 

Mass in C 

TOASH 

R. SLOMAN. 

Supplication and Praise 

HENRY SMART. 
King Ren£*s Daughter (Female Voices) .. 
The Bride of Dunkbrron (Sol-fa, is. 6d.) 
J. M. SMIETON. 

King Arthur 

AuiADNE (Sol-fa, gd.)- 

ALICE JIARY SMITH. ' 

The Red King (Men's Voices) 

The Song of the Little Baltung (ditto) 

Ditto, Sol-fa 

Dde to the North-East Wind 

Ode to the Passions 

A. SOMERVELL. 

Mass in C minor 

CHARLTON T. SPEER. 

The Day Dream 

SPOHR. 
Mass (Fiv4 Solo Voices and Double Choir) 
Hymn to St. Cecilia 
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SPOHR. — continued. s d. 

Calvary 2 6 

Fall of Babylon 3 o 

Last Judgment (SoL-FA, IS.) i o 

Thb Christian's Prayer i o 

God, Thou art great (Sol-fa, 6d.) i o 

How LOVELY ARE ThY DWELLINGS FAIR ... 8 

Jehovah, Lord op Hosts v 4 

JOHN STAINER. 

The Crucifixion (Sol-fa, gd.) i 6 

St. Mary Magdalen (Sol-fa, is.) ... ... 2 o 

The Daughter of Jairus (Sol-fa, gd.) ... i 6 

C. VILLIERS STANFORD. 

Eden 3 o 

The Voyage of Maeldune 2 6 

Carmen Seculars i 6 

The Revenge (Sol-fa, gd.) i 6 

God IS our Hope (Psalm 46) 2 a 

CEdipus Rex (Male Voices) 30 

The Battle of the Baltic 1 6 

H. W. STEWARD SON. 

Gideon 4 

J. STORER. 

The Tournament 2 

E. C. SUCH. 

Narcissus and Echo 3 

God is our Refuge (Psalm 46) x 

ARTHUR SULLIVAN. 
The Golden Legend (Sol-fa, 2s.) ... 3 6 
Ode for the Colonial and Indian Exhibi- 
tion I o 

Festival Te Deum i 

W; TAYLOR. 

St. John the Baptist „. ... 4 

A. GORING THOMAS. 

, The Sun-Worshippers i 

E. H. THORNE. 

Be merciful unto me i o 

VAN BREE. 

St. Cecilia's Day (Sol-fa, gd.) i o 

CHARLES VINCENT. 

The Village Queen (Female Voices) ... 2 6 

The Little Mermaid (ditto) ... 2 6 

R. H. WALKER. 

Jerusalem 3 

WEBER. 

In Constant Order (Hymn) i 6 

Mass in G (Latin and English) i 

Mass in E flat (ditto) z o 

Communion Service in £ flat 1 6 

Jubilee Cantata i o 

Freciosa ... - I o 

Three Seasons i 

S. WESLEY. 

In exitu Israel 4 

Dixit Dominus i 

S. S. WESLEY. 

O Lord, Thou art my God i 'o 

C. LEE WILLIAMS. 

The Last Night at Bethany (Sol-fa-, is.) ... 2 o 

THOMAS WINGHAM. 

Mass in D 3 o 

Te Deum (Latin) i 6 

CHAS. WOOD. 

Ode to the West Wind i 

J. M. W. YOUNG. 

The Return op Israel to Palestine ... 2 6 



Most of the above Works may be had in paper boards at 6d. each extra, or handsomely- 
bound in cloth, with red or gilt edges, at is,, is. 6d., or 2S. each extra. 
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6. Speech in Song (Singer's Pronouncing Primer) (Price 2s.) 
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a8. The Cornet (Price 2S.) H. Brett. 

29. Musical Dictation, Part i (Price is.) Dr. Ritter. 
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31. Modulation (Price 2s.) James Higgs. 

32. Double Bass (Price 3s.) A. C. White. 
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33. Extemporization (Price 2s.) F. J. Sawyer. 

34. Analysis of Form (Price 2s.) H.A.Harding 

35. 500 Fugue Subjects and Answers (Price 3s.) A. W. AIarchant. 

36. Hand Gymnastics (Price is. 6d.) T. Ridley Prentice. 

37. Musical Ornamentation, Part 1 (Price 5s.; Paper boards, 6s.) 

Ed. Dannreuthi'.R. 

38. Transposition (In the Press) J. Warrini^k. 
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